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Abstract:	
The globalization of Cantonese Opera is a cultural issue with this major debate: will 
the inclusion of Western values to traditional Cantonese Opera be an improvement 
or disaster of the industry? Different stakeholders showed different opinions on it. 
This study discusses the changes in Cantonese Opera development under the 
influence of globalization, with the case study of the development of Xiqu Centre, 
Xiqu Centre is a new project under West Kowloon Cultural District that the 
government considered it to be a cultural landmark for the future development of 
Cantonese Opera. Through the interviews with various stakeholders, this study 
examines how the development of Xiqu Centre affects the local and international 
performance groups of Cantonese Opera.
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1.	Literature	Review	
 
1.1 Global City & Creative City 
 
  Ever since Hong Kong was a leading international financial centre of the world, the 
government has struggled to improve the financial development and invest in 
infrastructure development to stimulate economic growth. Nowadays, in the age of 
globalization, global city is an important production point which offered complex and 
highly specialized production network. With the global cities, the scattered production 
activities could be managed appropriately, in order to make the globalized economy 
run. (Saskia, 2005) .Although the presence of multinational and global business is 
one of the symbols of Hong Kong as a global city, it is inconceivable to ignore the 
importance of the city’s development in its creative industry. The development in 
creative industry and cultural sectors plays a key role in urban regeneration (Kong 
and O'Connor, 2009), which could enhance the competitiveness of a city in a global 
level. Today, many cities are trying to position themselves at the leader of creativity, 
and place a higher value on "creative districts", "creative clusters" and "creative 
class" (Cooke and Lazzeretti, 2008). The cultural development of a city could bring 
huge advantages on tourism and economy. The stimulation of creative activities can 
create some symbolic image and icon to a city, which in turns attracts tourists. For 
instance, a city in Nelson of New Zealand established the business of "creative 
tourism" on website, which provides a wide range of creative activities, such as 
Maori language class, New Zealand gastronomy and bone carving, for the tourists to 
apply (Richards, 2001). More public spaces are also provided there for localized 
creative performances. Despite of improving city image, the cultures of a city also 
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affect the quality of the citizens, including their creative minds, education and table 
manners etc. “A concerted attempt to exploit the uniqueness of fixed capital - 
monuments, art collections, performance spaces, even shopping streets - 
accumulated over the past. In this sense, culture is the sum of a city’s amenities that 
enable it to compete for investments and jobs. (Zukin, 1995)" shows that creative 
development of a city could actually bring in more investment and job opportunities, 
which helps stimulating the economic development of a city. In the late 1980s, 
creative city was a concept which encouraged the application of creativity in urban 
planning to solve the urban problems. Generally, creative city means an aspirational 
place with distinctive cultures. The people who living in there would be encouraged 
to express their imagination and open-mindedness. In a creative city, the urban 
planners could see the creative potential in a space, and address the urban 
problems with creative and sustainable solutions.  
 
Regrettably, Hong Kong was regarded as "cultural desert" in bygone days. The 
government's lack of focus and supportive actions on creative development was one 
of the major reason led to the presence of poorly performing arts industry. When the 
educational system of Hong Kong is based on rote learning and examination system,  
it is a high time for the government to focus on discovering and developing talented 
young creatives. Indeed, the competitive of Hong Kong arts industry, compared with 
international arts scene, is usually underestimated. In recent years, the government 
of the Hong Kong Special Administrative Region (HKSAR)  has tried to organize 
some related departments for  the cultural development and preservation of the 
former British colony's historical heritage. Most performance venues and museums 
in Hong Kong are mainly managed by the Leisure and Cultural Services Department 
(LCSD).  (Dai, 2008) It also plays a vital role in heritage conservation. For the 
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promotion of cultural activities, and the suggestion on cultural policy to the 
government, are mainly carried by the Hong Kong Arts Development Council 
(HKADC). For the large-scale art development project, The West Kowloon Cultural 
District (WKCD) is the largest arts and cultural project in Hong Kong, featuring a 
visual museum, a number of theaters, concert halls and performance venues.  
 
  In fact, the government aims to develop Hong Kong as a creative city through the 
cultural development of WKCD, in order to balance and promote both of the 
globalized economic development and cultural capital; however, the answer of "can 
the local artists and performers benefit from the WKCD development?" still remains 
uncertain. In regards to the development of Xiqu Centre in the WKCD project, the 
case study of Cantonese Opera will be investigated, to find out the impacts to the 
related industries with the construction of this cultural quarter in Hong Kong. WKCD 
is a cultural landmark of Hong Kong, the construction of Xiqu Centre undoubtedly 
helps promoting the culture and attracting both locals and tourists to learn more 
about Cantonese Opera. It is also a significant platform for the local performing art 
groups to communicate and interact with the international art groups through 
collaboration. Through the studies of both of the modern and traditional elements of 
Xiqu Centre, the effects of globalization in the development of Cantonese Opera will 
be well-depicted. Xiqu Centre is the first world-class arts venue specifically built for 
Chinese Opera performances in Hong Kong. It acts as a production, education and 
research base of Chinese Opera. Xiqu centre is also built for bringing this traditional 
art form to the modern society. We can observe how Chinese Opera transform in a 
globalised way. 
 
Moreover, the policy recommendations to government will be suggested, in order to 
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synthesis the views on how to improve the cultural development and build the 
cultural identity of people in Hong Kong in regards to development of Cantonese 
Opera.  
 
 
1.2 Background of WKCD 
 
  The West Kowloon Cultural District (WKCD) is a development project with the 
spaces included 17 core arts and cultural venues. Originally, the site was part of a 
reclamation project located at the west of Yau Ma Tei for residential, commercial and 
open space development (Lee et al., 2013). Yet, in 1999, the Chief Executive 
announced that the site would be used for the construction of performance venues, 
museums of visual culture and several theatres. In 2001, the government held an 
international open design competition for gathering the WKCD concept plan. Five 
proposals were chosen from 140 entries (Kong, Ching and Chou, 2015). The outline 
zoning plan of Sir Norman Foster and his partners, from United Kingdom, with the 
sky canopy covered on the buildings and the well-designed cultural facilities, has 
won the competition. In 2008, the Authority of WKCD has been established, and 
granted $21.6 billion funding from the Legislative Council for construction and 
operation. WKCD is expected to bring a wide range of cultural activities to the people 
in Hong Kong and the tourists. For instance, there is a WKCD's flagship museum 
,M+, which focuses on the four aspects, including design, popular culture, moving 
images and contemporary visual art cultures from twentieth to twenty-first century. 
The 183,000 square feet of exhibition space will be offered for the showcase of 
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artwork and world-class exhibitions (Chan and So, 2002), in order to boost the 
development of arts scene in Hong Kong. For a major performance arts venue, Xiqu 
Centre, which will be opened in 2018, is one of the striking features in the WKCD. 
The construction of Xiqu Centre aims to promote the development Cantonese Opera 
of Hong Kong, which would be the main focus on this researched paper.  
 
  With the world-class art venues, it is hoped that the cultural status of Hong Kong 
can be widely strengthened, in order to build up the cultural identity of the city and 
burst the tourism development. In addition, more opportunities will be given to the 
performing arts group to perform and practice in the large-scale venues with wide 
range of audiences. As WKCD's vision is to provide a vital platform for both of the 
local and international arts group to interact with each other, develop and 
collaborate, the quality of Hong Kong performing arts is expected to upgrade.  
 
Currently, the site is still under development, but it can still be accessed. Due to the 
low-density development which is designed for close connections with people in the 
city, there is a large area of open space and a green avenue, embracing a harbour-
front promenade. a handful of cultural and music events, including Clockenflap, 
Freespace Fest and West Kowloon Bamboo Theatre were held in the WKCD open 
areas. The events include international music performance, the showcase of 
contemporary visual art installations and film show, which fulfilled the purpose of 
turning public spaces into cultural use. In the future, there will be more and more 
facilities opened, including a concert hall, a Great Theatre, four black box theaters, a 
chamber music hall, four medium-sized theaters with 800 seats, a mega 
performance venue with 18000 seats and other ancillary education and 
entertainment facilities (Chiu and Wong, 2012). When the construction completed, 
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more grand productions and long-running shows, such as Broadway musicals and 
operas, would be able to hold in Hong Kong, which helps shaping the city as an 
international cultural hub.  
 
 
1.3 Background of Xiqu Centre	
 
Dedicating to the revitalization of xiqu (often called "Chinese Opera" or "Chinese 
music-drama" in English), The Xiqu Centre is a state-of-the-art performing arts 
centre which promotes the traditional Chinese opera, combined with the 
performance of singing, martial arts, acting, music and dance. The funding of $350 
million has been injected into the construction project of Xiqu Centre (Chiu and 
Wong, 2012). It was one of the largest civic building projects undertaken by Bing 
Thom Architects.  As Thom's wife was a dancer, the topic of xiqu fascinated him to 
build a significant cultural landmark in Hong Kong. In the Xiqu Centre, Yau Ma Tei 
theatre and Red Brick Building will be converted in the activity centre, so as to cater 
for the development needs of Cantonese opera. The construction process begins 
from 24th of September in 2013, it will be the first finished project in the WKCD 
areas. The features of the design of the Xiqu centre fulfilled both aesthetic and 
functional requirements of the building. The design is also based on the elements of 
Cantonese Opera, which preserves the specialties of xiqu. With the title of "Our 
Urban Stage", the shape of a soft glow of lantern is the concept behind a beaded 
curtain (Barrett, 2016). A set of light boxes will be emerged along the building's 
elevation. With the cultural fusion of modern contemporary arts and traditional 
Chinese culture, the traditional Chinese Moongate motif will be reinterpreted within a 
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dynamic facade as the modern entrance of Xiqu centre. Sophisticated design could 
be shown in the complex and curvilinear lines and forms. The smooth curvilinear 
paths can show the aesthetic sense of the designers, and also the functional side 
and internal configuration of the whole design project. With the curvy lines, a large 
courtyard plaza would be created for welcoming the visitors. It also created a large 
and quiet space which isolated the theaters from the vibration and noises outside. 
Inside the main theatre room, the acoustically reflective ceiling and a number of 
acoustic curtains allow the natural voice to be reflected within the whole room, so the 
acoustic sound would be clear enough to be heard.  
 
When it comes to the specific types of performing arts in Hong Kong, people might 
not be aware of any of them. As Hong Kong is a postcolonial city nowadays, the 
hybrid of Western and Eastern cultures confused people from learning the traditional 
Chinese arts. It is a high time for the government to support the transmission and 
development of Cantonese opera, in order to remind people in Hong Kong of the 
presence of traditional cultures. In recent years, the government started to be aware 
of the importance of supporting Cantonese Opera. The Cantonese Opera Advisory 
Committee has been set up to advise on the cultural policies or matters related to the 
development of Cantonese opera in Hong Kong. Furthermore, the Cantonese Opera 
Development Fund (CODF) has been established to provide funding support to the 
Cantonese opera performances, in order to maintain the sustainable development of 
Cantonese Opera in Hong Kong. Other than the construction of Xiqu Centre in 
WKCD, UK$9 million has been subsidized into the CODF (Ng, 2015), for organising 
large-scale and thematic performances, arts education and community promotion 
projects of Cantonese Opera in Hong Kong, including the Research and Pilot 
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Scheme on the Teaching of Cantonese Opera, District Cantonese Opera Parade, 
District Cantonese Opera Parade, the Pilot Scheme for Senior Secondary School 
Students and the Cantonese Opera Promotion Scheme for the Youth and 
Community, to name yet a few (Lee et al., 2013). In light of maintaining the 
sustainable development of traditional Chinese cultures, obtaining a clear concept 
about Cantonese opera for general public would be beneficial to the fostering of 
creativity and cultural development in Hong Kong.  
1.4	Background	of	Cantonese	Opera	
 
  In fact, Cantonese opera is a highly respected and much-loved art form that 
blends Chinese legend, music and drama into a vibrant performance style that’s rich 
with symbolic meaning. There is a long historical background of Cantonese Opera. It 
is originated in the southern China's Guangdong Province. During 12th century to 
early 13th century, which is the Southern Song dynasty, the Cantonese drama was 
called the Nanxi or "Southern drama", which was mainly performed in Hangzhou, 
and the capital of the Southern Song. (Lovrick and Siu, 2014) In 1276, thousands of 
song people migrated to Guangdong because of the invasion of the Mongol army, 
which helped bring the opera tradition to Guangdong. During the Cultural Revolution 
in mainland China from 1966 to 1976, many forms of cultures and arts were being 
banned by the government, such as the performing arts and traditional Beijing 
Opera; yet, at that time, Hong Kong was still a part of the Great Britain, so the 
Cantonese opera has been preserved and continued to perform by artists until today. 
The migrants from mainland China to Hong Kong has built the fan-base of 
Cantonese Opera in Hong Kong. In the early 20th century, the singing language of 
the Cantonese opera has changed from Guilin Mandarin to Cantonese (Yung, 1989). 
In 2009, the United Nations has recognized Cantonese Opera as "Intangible Cultural 
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Heritage" at the national level. The UN has described Cantonese Opera as "a rich 
repertoire of stories and a cultural bond between the Cantonese speakers and 
foreigners". It shows that the conservation and protection of Cantonese Opera are 
needed to be implemented to promote the cultural value of it.  
 
For the interested point of Cantonese Opera in structural aspect, there is an inter-
related relationship between the melody of the songs, the linguistic form of the text 
and the tone of the performers. Mostly, the musical sound is rich in texture with 
various kinds of expressive meanings. By keeping the traditional art form, the 
performers are usually bound by a complicated set of rules. One vivid example is 
that a line of text must be avoided using the same linguistic tone with similar pitch 
height. Similar lines of melodies would be considered as repetition which is not 
accepted. The melodic line should be vary in pitch, which can be considered as 
beautifully written. For the linguistic tones used, the difference between Cantonese 
opera and Peking opera is that many Bongji and Yiwong tunes are used in the latter 
one (Lung Tang and Wah Leung, 2012); however, to keep the identical features of 
Cantonese idioms and linguistic form, Sagabong is incorporated in the linguistic 
tones of Cantonese Opera, so as to match with the pitch contour of the Cantonese 
melody. 
 
Moreover, the theatrical costumes and make-ups of the actor and actress should be 
very eye-catching, which are heavily influenced by Beijing opera. Based on the usual 
practice, the actor and actress should put the make-up on their own. There are five 
distinctive color of make-up, including red, white, blue, yellow and black, which 
should be chosen according to their role's personalities. For example, red represents 
bravery; black represents faith and loyalty; white represents unpleasant and evil; 
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blue represents inhumanity and pride; yellow represents competency and valiancy. 
Nowadays, the make-up of the actors are becoming more and more common and 
natural. The application of white foundation with red color on their cheeks and near 
the eyes is the most common make-up for them. Also, if the larger white area on the 
actor's face, the more viperous of the role is. For the costumes, usually, the beaded 
costumes with glitter and even small electric light bulbs will be used to catch the 
sight of the audiences. Each of the costume will match with different headgear, 
footwear and facial make-up, depending on the plot, sex, occasion and personality of 
the role.  
 
As the old saying goes, "One minute's performance on the stage takes ten years' 
practice behind the scenes.". Distinctive styles of facial make-up and the 
combination of music, art and Chinese literature into one performance at the stage 
are the features that make this dramatic art form different from the other art forms. 
The audiences can appreciate the traditional folk songs, dances and dialectical 
music from Chinese traditional musical instruments, such as the Lute and Gong, in 
each performance. The unique melodies which promoted the special Chinese literary 
styles, such as Zaju in the Yuan Dynasty, of the songs might seem strange to the 
foreigners, but they are actually having high cultural and literary value. Some of the 
performance might include acrobatics, it is conceivable that we should not 
underestimate the strength and the talent of the Cantonese opera artists.  
 
1.5 Globalisation of Cantonese Opera 
 
  In the 21st century, how does Cantonese Opera changes when tradition meets 
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globalisation? When it comes to globalization, the rapid growth of virtual realities and 
rapid information flow facilitate the interchange of international cultures; however, 
there might be a rapid disappearance of real-world regional languages and 
traditional cultures happened  (Ramesh, Araral and Xun, 2010). When the Western 
values continue to affect the mindset of the youngsters in Hong Kong, most of them 
are rather browsing the Internet for the latest information, than appreciating the 
traditional opera arts. It is inevitable that the majority of the audiences of Cantonese 
Opera are old or retired people, as the art form is comparatively old and traditional. 
There might be a rift between the aging Cantonese opera artists and the audiences, 
especially the younger generation. Practically, it might seem to be difficult to attract 
the new performers as well, as they might think it is difficult to earn a living for being 
a Cantonese Opera artist. Despite of a thousand of Cantonese opera performances 
in Hong Kong each year, it should be intriguing enough for the young people to 
support. If the Cantonese Opera is continually considered to be "old-fashioned" by 
young people, they are not able to look deeply into this precious piece of culture.  
 
Today, the Alternative Cantonese Opera starts to take place in Hong Kong, which 
clearly  shows the effect of globalization to Cantonese opera. It is a vivid example of 
deciding  between traditional Chinese values and postmodern cultural values. In the 
past, politics has decided the fate of the traditional arts form. For instance, from Mao 
Zedong's 1942 talk at the Yanan Forum, he described the purpose of Chinese opera 
and the similar art forms should be uniting people together and defending against the 
enemies (Cantonese opera film retrospective, 2003). However, today, the Cantonese 
Opera is no longer something that about the "national ideology".The contents of the 
plays are more about the  "personal identity", which imply how the people in this 
generation think about politics and their living conditions. Take The Flower Princess, 
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which is a well-known Cantonese Opera that performed a few times in Hong Kong, 
as an example, it is originally a play about the disillusion and hopeless protest, and 
the unfairness of rules, such as the definition of forbidden love, in the past. In 
general, the alternative Cantonese opera refers to the form of opera performance 
which combines the traditional Chinese culture with Western values and political 
meanings. Sometimes the performance combines the Chinese form of arts with 
Western staging, decoration or technologies, in order to attract the attention of the 
younger generation.  
 
  When cultural convergence happens as a global trend, the new form of creativity 
will be generated through the intersections of different media technologies and 
medium (Allen, 2002). It encourages the development of trans-media storytelling, 
which is the performance across multiple platforms and channels. Different levels of 
narrative information could be combined into one single performance. For instance, 
the visual effects in video and the traditional form of singing might be two completely 
different forms of culture; however, through cultural convergence, they could be 
combined into one single performance to attract the audiences. Yet,  cultural 
convergence could possibly lead to the similarity of different cultures. When cultural 
convergence occurs, different cultures would adapt each other's traits and they 
would become more alike, and they would grow increasingly similar to some degree. 
When alternative Cantonese Opera continues to develop with the adaptation of 
Western cultures, it might soon become the same with the Western styles of drama, 
which causes the situation of cultural assimilation to the dominant group of Western 
cultures. 
 
In 2007, the content of The Flower Princess (Dae Neui Fa), has been reinterpreted 
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by Tong Dik Sang (Tang and Yung, 2010). The plot of The Flower Princess has been 
amended by Tong. He rewrote some scenes with stronger storyline about the 
romantic love against the lofty Confucian ideals of social hierarchy and moral 
rectitude in the Ming dynasty of ancient China. The content of the play became 
fragmented and transnational which can easily understand by everyone. The story 
setting has been changed to a Taoist nunnery. It implied the dissatisfaction of Hong 
Kong people over the transition in post-colonial Hong Kong. The staging became 
more Western style. The Western reviewers described the staging as Elizabethan-
style stage, and praised Tong Dik Sang as Chinese Shakespeare. In the same year, 
there was a youth edition of The Flower Princess performed in Sixth Chinese Drama 
Festival in HKAPA. The play was acted by the performing arts student in HKAPA 
with immature acting skills. The scenery became more simpler. The gaudy 
backdrops, which were not correspondence to the play, were employed in order to 
adapt the stage setting. Also, the modern technologies, such as LCD monitor 
projections, were used to create the effect of flying snowflakes and flower petals. It 
was similar to the staging of Western Opera.  
 
In order to understand the globalisation of Cantonese Opera, it is essential to know 
the characteristics of Western style of opera. Despite of the noticeably differences in 
costume design, the style of staging is also different. For Western drama, backdrop 
would be used for creating the scenery. For instance, if the scenes are about the 
discussion at home, the backdrop and plots of a sitting room would be used to create 
a realistic visual languages. Drastic and sudden changes of lighting and sound 
effects would be used to stimulate the emotions of audiences. In the age of 
globalisation, through the technoscape, which is one of the dimensions of global 
cultural flows, the global distribution of technology facilitates the adaptation of 
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technologies into entertainments (Kaplan, Sánchez, and Bradley, 2015). Nowadays, 
many forms of technologies would be used in plays. The adaptation of technologies 
and backdrops in the latest version of the Flower Princess would be one of the vivid 
examples in how globalisation affects Cantonese Opera.  
 
Also, globalisation of Cantonese Opera does not only lead to the development of 
Alternative Cantonese Opera, but also the needs of promotion of this culture. In 
bygone days, Cantonese Opera was a local entertainment which performed in the 
small theaters, opium houses and teahouses. Today, the culture shifts into a cross-
border entertainment which can be performed to the non-Chinese in large theaters, 
especially in Xiqu Centre of WKCD in the future. If there is continually lack of 
promotion and information of Cantonese Opera to the international audiences, the 
non-Chinese might not be able to get to know this distinctive culture of Hong Kong. 
From the website of the tourism board, we could also see that there were only a few 
information about Cantonese Opera in various languages. When the Xiqu Centre is 
going to be opened in the coming two years, there are only a few online or offline 
channels to know about the latest news of Xiqu Centre. In order to promote the 
Cantonese Opera to the international audiences, and maintain the sustainable 
development of Cantonese Opera, it is needed to be revived with alternative energy, 
and the promotion has to be made.  
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2.	Methodology 
2.1 Chapter Overview 
 
  The aforementioned sections explained the fundamental background and 
development of Cantonese Opera and limitations which have been raised by the key 
impacts of globalisation. This chapter presents the research methods of this project. 
The following information would further explain the research approach of interviewing 
by using analytical approach. So, how the concepts of the impacts brought by 
Globalisation of Cantonese Opera related to certain methodology would be 
interpreted in details .  
 
2.2 Research Questions 
 
  A research problem "How the Globalization of Cantonese Opera affect the 
industry?" is the topic to address, investigate and study descriptively or 
experimentally. The following central and subsequent questions are the focus and 
challenge engaging in research which could discover a phenomenon and results of 
questions addressed in chapter above: 
 
Central:  
What are the factors affecting the development of Cantonese Opera in regards to 
globalisation and how can these factors be incorporated into the implementation of 
Xiqu Centre’s future promotion for Cantonese Opera?  
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Subsequent:  
1. Do audiences prefer the alternative form of Cantonese Opera than traditional  
form of Cantonese Opera?  
2. Does the government give enough support to the development of Cantonese 
Opera?  
3. What do you think about the Xiqu Centre in WKCD in regards to the purpose of 
shaping Hong Kong as a creative city? 
4. What is your expectation to Xiqu Centre for future works? 
2.3 Methodology  
 
This paper aims to find out the impacts of globalisation to the development of 
Cantonese Opera in Hong Kong. The focus of the research will be lie on the 
subjective experiences of both of the performers and audiences. Therefore, 
quantitative research will be the main methodology used. The debate between the 
effectiveness of quantitative research versus qualitative research has been a 
fundamental issue to most disciplines in researched papers for decades. The reason 
for this debate is to relate the scientific methodology to the areas of social sciences 
(Moneta 1999). The main purpose of quantitative methodology in this research is to 
pursue the text-based information about the underlying motives of the audiences 
while choosing the programmes of Cantonese Opera, and also the general feelings 
of Cantonese Opera artists about the cultural policies in Hong Kong and the 
development of alternative Cantonese Opera.  
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For the interview design, non-probability purposive sampling was used, both of the 
Cantonese Opera performers and students are selected, so as to ensure that the 
interview result could fit the purpose of the study. Therefore, 3 groups of 
interviewees have been chosen for this research, including the master of Cantonese 
Opera - Mr. Tai Shing Kwan, and two of the current students who are studying the 
Bachelor of Fine Arts in Cantonese Opera, and Ms Liu Li, who is a lecturer of 
performance in Cantonese Opera in HKAPA, and four supporters of the local 
Cantonese Opera performance, which are recruited after a Cantonese Opera 
performance in Ko Shan Theatre randomly outside the theatre. So, the data was 
collected through a total number of 8 semi-structured interviews, which allowed the 
interviewees to express their new ideas based on a set of questions. Each interview 
lasted between 10 and 40 minutes. The contents were transcribed to in-depth text-
based analysis for identifying the major result. The questions asked were the four 
subsequent questions which have been identified above, the expression of new 
ideas from interviewees are allowed. 
 
The interview of two current students studying in HKAPA was held on 27 May 2016 
in HKAPA. The interview of the supporters was held on 21 June 2016 at Sunbeam 
Theatre before the performance of A Godsent Marriage, a classical Cantonese 
Opera comedy. The four supporters are in the age group of 16-17 to 63-68, so the 
responses from both the younger generation and the retired people can be gathered, 
in order to make certain comparison. Interviews with Mr. TAI and Ms LIU was held 
on 11 and 12 July after their rehearsal respectively, and they would represent the 
perspective of performers. 
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Identity Age Interview Place Date 
Mr. Tai Shing Kwan (master of 
Cantonese Opera 
/ Sunbeam Theatre 11 July 2016 
Ms Liu Li (HKAPA lecturer) / Sunbeam Theatre 12 July 2016 
Supporter A of the local 
Cantonese Opera performance  
16 Sunbeam Theatre 21 June 2016 
Supporter B of the local 
Cantonese Opera performance 
17 Sunbeam Theatre 21 June 2016 
Supporter C of the local 
Cantonese Opera performance 
63 Sunbeam Theatre 21 June 2016 
Supporter D of the local 
Cantonese Opera performance 
68 Sunbeam Theatre 21 June 2016 
HKAPA student A 21 HKAPA 27 May 2016 
HKAPA student B 21 HKAPA 27 May 2016 
 
Figure 1. Overview of interviewees background 
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 2.4 Data analysis of four subsequent questions 
 
2.4.1 Effects of Alternative Cantonese Opera 
The initial research question considered whether the performers and audiences 
agree with reviving Cantonese Opera with the alternative form of new ideas, in order 
to find out the answer of whether the traditional Cantonese Opera can be replaced 
by alternative Cantonese Opera in the perspectives of audiences. From an analysis 
of textual sources, drawn from across the various kind of interviewees, there was 
some indication of how people's views on alternative Cantonese Opera influenced by 
globalisation and Western power. Especially for Mr Tai and Ms Liu, who are the 
experienced Cantonese Opera artists in Hong Kong: 
 
"Although the art from is comparatively old to the youngsters, the traditions must 
not be replaced. Each role in the Cantonese Opera required specialized training, 
it is the question about whether the artists and their roles should be treated with 
respect." 
 
"The forms of make-up and stage arrangement represent the Chinese sense of 
beauty and the professions of the artists. Without the traditional form, it is just 
another piece of performing arts, it won't be called ‘Cantonese Opera’." 
 
In response to the impacts of alternative Cantonese Opera, there are some negative 
reviews from the performers, which are Mr Tai and Ms Liu. Both of them shared the 
similar perspectives that the traditional Cantonese opera is composed of particular 
percussion music, specific melodic accompaniments, plots and stage arrangement, 
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which could not be altered. Most of the artists are needed to be trained for many 
years, so they can be able to perform on stage. For a junior performers, they have to 
receive training of basic skills instruction, vocal skills, martial-arts and walk-on 
classes etc. They even have to learn how to do the make-up on their own. For the 
alternative Cantonese Opera, many of the rules are being simplified. The artists are 
not required to do the heavy make-up. The plays are changed into adapted, updated, 
translated and satirized versions. The playwrights' skills are less valued, as the 
audiences do not require much on the traditional rules. Relatively, the skills of the 
professional Cantonese Opera artists are not being respected. 
 
"We are trying to bring in some new ideas to the audiences with traditional arts form. 
For instance, there was a time we received an opinion from a young audience that 
the percussion in our previous performances is too loud for him, so we have started 
to adjust the sound levels, in order to increase the ornamental value." (Tai, 2016) 
 
By attracting the young audiences with traditional performing methods, Mr Tai 
expressed his confidence in fitting the needs of the young audiences, while keeping 
the traditional art form. He believes that if the younger generation looks deeply into 
the relationship between Cantonese Opera and Chinese literature, they would be in 
love with this traditional culture. He also suggested the young audiences to express 
their opinions about the opera performance to the performers at anytime, so they 
could know about how to improve their performances.  
 
"Traditional form of arts is ought to be preserved; however, there are many crossover 
possibilities for the art of Cantonese Opera and Western Opera. I can see there is no 
disadvantage for alternative Cantonese Opera in giving fresh momentum to the 
 Page 25 of 44 
audiences." 
 
"Let's take The Flower Princess performed in 2007 in HKAPA as example, I believe 
that the students would love to make some contributions to Cantonese Opera 
cultures with the cutting-edge productions. The script was inspired by the original 
play which showed the creativity of younger performing arts students. Originality was 
brought to the local art scene in Hong Kong."  
 
Contrary to the experienced performers' beliefs, the current performing arts students 
in HKAPA believe that alternative Cantonese Opera influenced by globalisation 
would actually brought new era for the Chinese literary scene and Cantonese Opera. 
The students take The Flower Princess in 2007 as example, they claimed that the 
actors were still professional as most of them had solid background in both Chinese 
and Western dance. The crossover between Cantonese Opera and other mediums 
could spark off their creative fireworks. They believed that the simplified script 
showed the minimalist aesthetics of drama, and the spirit of the script was still 
conveyed by keeping the central idea. Today, the performances of alternative 
Cantonese Opera is still controversial, while most of the young audiences believe 
that the Cantonese Opera performance should revive with dynamic energy that 
transcend different cultures and mediums, in order to maintain the sustainable 
development of this traditional culture. 
 
2.4.2 Government's supports 
This question aimed to find out the main factors the performers' and audiences' 
attitude towards the government's funding and assistance on the development of 
Cantonese Opera. Government's supports play a vital role in the global competition 
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of performing arts industry. As a globally competitive industry, the capital and 
resources given by the government could be a competitive advantage for the 
industry to develop and improve. When they could get access to the capital from 
government's supports, more world-class performances could be done to give 
influence to the other audiences from different countries. As a stakeholder and 
beneficiary of the cultural policies, the performers and audiences would be clear 
about how many benefits do they actually get. Along with the result, the related 
promotion strategy suggested to the government can be applied. 
 
"There are only a few small-scale theaters in Hong Kong, such as Sunbeam Theatre 
and Ko Shan Theatre, those are not located in the affluent street areas. Other than 
the old audiences who come for a special purpose, the young audiences have no 
idea about these places, as Cantonese Opera can rarely be called as "popular 
culture" in Hong Kong."  (Liu, 2016) 
 
"There might be enough funding for us to hold the performances, but the promotions 
are certainly not enough. You can take a look at the tourism board, the government 
has been focused on introducing the famous attractions, such as Victoria Harbour 
and Hong Kong Disneyland; yet, for the cultural side of Hong Kong, I guess the 
tourists might not be aware of that."  (Tai, 2016) 
 
From the above, we can see that there is a decreased number of Cantonese opera 
troupes and venues left for preserving the Cantonese Opera culture. Liu described 
Sunbeam theatre as her birthplace that she had strong emotional ties on this place; 
however, there was the potential closure of Sunbeam theatre as well, as the owner 
had announced that the importance of Sunbeam was declining (Chan, 1991). Liu 
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mentioned that other than the government venues, Sunbeam was the only theatre 
left in Hong Kong to exhibit Cantonese opera. In her opinion, the government venues 
were in the undesirable locations, such as Ko Shan Theatre, the visitors had to walk 
up a hill which was displeasing for the elderly. The Tsuen Wan Town Hall was far 
away from the railway station as well. On the other hand, for the booking system in 
government venue, she described the system as a "troublesome". As it was not 
served as the basis of first-come, first-served, the scoring system was actually 
inefficient for the performing groups and the transparency was low.  
 
Moreover, despite of providing funding supports, the government rarely gave 
supports on the promotional works of Cantonese Opera. Although the development 
of Xiqu Centre is significant in promoting the arts of Cantonese Opera to the people 
around the world, the government still have to put more effort on the promotional 
works, in order to lead the performing arts industry in Hong Kong to a global level. 
From the advertisements and websites of Hong Kong Tourist Board, it can be seen 
that the government mostly promoted Hong Kong as a shopping paradise and 
international financial centre, the cultural side of Hong Kong was easily ignored by 
the tourists, as they were not able to get the information about Cantonese Opera. 
Even when they come to Hong Kong for travelling, watching the Cantonese Opera 
would not be on their checklists. 
 
"Actually the reason why we are here today, just because of the music teachers told 
us to do the report of Cantonese Opera... We do not understand much about the 
Cantonese Opera and we don't think we need to, it is not required in examination." 
 
"Hong Kong truly lacks of symbolic theatre like this Sunbeam theatre. We hope that 
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the government could help subsidizing the rental price." 
 
For the opinion of the audiences in Sunbeam theatre, two audiences, who were 
secondary school students, were neutral about government's works on Cantonese 
Opera. They claimed that they were not interested in watching Cantonese Opera, as 
it was an old form of arts which suitable for retired people to watch. They supported 
the drama only because of handling the music reports. It actually shows how the 
educational system nowadays fails to train the creativity of the students, because the 
schools do not arouse the students' interests in learning local cultures, which leads 
to the lack of knowledge of Cantonese Opera for the students. From the viewpoints 
of two old audiences, they agreed with the point mentioned by Liu above that the 
government should exert itself in helping to preserve Sunbeam theatre; yet, the 
government has promised to provide HK$100,000 each month to Sunbeam theatre 
in 2012 for subsidizing the rental price, it was hoped that the government could keep 
their promises in the nearing future. 
 
"The government should intensify the education in Cantonese Opera. Even there is a 
Bachelor of fine arts in Cantonese opera in HKAPA, it is not popular." 
 
Still, the responses from HKAPA students have yielded a predicted result. the 
educational part of Chinese culture is not satisfying for the cultural development of 
Hong Kong. Most of the youngsters nowadays have the perceptions that performing 
artists cannot be able to earn a living, this is one of the reasons that makes the 
youngsters step back from receiving the acting training.  
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2.4.3  Xiqu Centre's impacts in creative development of the city 
This question specifically examines the source where the general public get the 
information about Xiqu Centre. As Xiqu Centre is about to be opened in the coming 
years, the government believed that they have made achievements in implementing 
the promotion works of Xiqu Centre, but is it feasible to shape Hong Kong as a 
creative city? The themes from the textual analysis indicated that the Cantonese 
Opera artists have doubted that the government treats the development of Xiqu 
Centre as a marketing strategy; but generally, they were glad to see the government 
finally put efforts on promoting Cantonese Opera. 
 
The development of Xiqu Centre created more job and performing opportunities for 
the young artists and creative practitioners. Creativity is becoming more valued in 
the development of global society. In the development of creative industry, the 
Creative Class, which is a class of workers whose job is to create meaningful forms 
of culture and ideas, is able to spur the regional economic growth through innovation 
(Florida, 2002). Creative class is also influential in the discussion of government 
effectiveness, stable democratic development and the social norms. Having a strong 
Creative Class in a city, Xiqu Centre plays a vital role in accommodating the cultural, 
creative, and technological needs of the young creative talents.  
 
"On behalf of the Board of the West Kowloon Cultural District Authority, I am very 
excited to see that there is eventually a purpose-built cultural venue in Hong Kong. It 
can certainly help introducing the histories of Cantonese Opera to the tourists. I am 
not sure if it can attract the local audiences, but I stay hopeful to that." (Tai, 2016) 
 
"I am quite confused by the translated name "Xiqu Centre". As there are differences 
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between Peking Opera and Cantonese Opera, why don't they use the name of Yuet 
Kuk or Kwang Tung Tai Hei to represent the Cantonese culture?" (Liu, 2016) When 
globalisation takes place in cultural industry, the architectural style of Xiqu Centre, 
which is the mixture of Western aesthetic and Chinese culture, and the aim of 
bringing Cantonese Opera to the global world could fully reflect the effects of cultural 
hybridization. The trend of mixing cultures encourages the adaption of different 
elements into Cantonese Opera, such as using visual effects, which would not be 
appeared in traditional Cantonese Opera before, in order to cater for the needs of 
the audiences in the global world.  
 
In order to shape the image of Hong Kong as a cultural metropolis, the government 
has spent much on the innovative architectural project, especially the exterior design 
of Xiqu Centre; yet, the contents and qualities of the Cantonese Opera programmes 
still remain uncertain. Mao wished that Hong Kong people could stay hopeful and 
look forward to the project. From the opinion of Liu, she has raised a controversial 
question about the translated name of Xiqu Centre: if it is a centre which promoting 
the culture of "Cantonese Opera", why is it translated to a Chinese Pinyin? 
Especially, nowadays many programmes of Cantonese Opera have made use of the 
Western techniques in scriptwriting, character setting and form of music etc. It might 
confused the audiences by describing the modernized Cantonese drama as "Xiqu", 
which should be considered and discussed by the WKCD. 
 
"From now on, it is not really intriguing enough for me to visit the Xiqu Centre, as I 
don't see any promotion campaigns or advertisements, I am not sure about what is 
the purpose of building Xiqu Centre." 
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From the viewpoint of the young audiences who were not familiar with the cultures, 
they suggested that more promotional works should be done from now on.  
 
"I am afraid that cultural capital would become part of the brand image of Hong 
Kong. For me, the building of Xiqu Centre is similar to an image-building project. It is 
not about legitimating cultural capital, but to make use of creativity as a marketing 
strategy." 
 
"I think the government would love to position Hong Kong as an international arts 
and cultural metropolis. They are trying to build a high-profile centre of heritage and 
arts, I hope that it won't be more in name than in fact." 
 
As the ex-chief executive, Donald Tsang, has mentioned in the report of WKCD in 
2007, "We will also encourage and promote the development of HK brands, publicize 
HK's quality city life and position as a creative capital." (Ng, 2015) It was not unusual 
for the young performers to think that the government is trying to shape the image of 
Hong Kong as an international arts and cultural hub by building a marvelous 
appearance of the Xiqu Centre. Due to its high-profile building project, there is a high 
expectancy that more local performing groups could be brought to a larger stage with 
more international audiences. 
 
The growing numbers of high-level professionals and high profit making specialized 
service firms have the effect of raising the degree of spatial and socio-economic 
inequality evident in these cities (Sassen, 2005). For the performing art industry, if 
Xiqu Centre is not able to sustain the talents who are experienced in performing 
Cantonese Opera, the construction of Xiqu Centre might not be effective to 
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specialize the development of Cantonese Opera. 
 
2.4.4  Future expectation of Xiqu Centre 
This research question examined the interviewees' expectation and future prospects 
about the building project of Xiqu Centre. It indicates the views from general public, 
in order to make some practical and effective suggestions to the government and the 
board of WKCD authority.  
"I hope that the government would not only invite the international art group to Xiqu 
Centre for performing. Many local art groups were deserved to be exposed to the 
world! " (Tai, 2016) 
 
"I stay positive to the foreigners' attitude towards Cantonese Opera; for the local 
audiences, I still have to observe about it." (Liu, 2016) 
 
The international performing groups were expected to be brought to Hong Kong with 
the huge expenses from government; yet, the local performers wished the 
government and the programme leaders of Xiqu Centre could give more 
opportunities to the local arts group, as they were deserved to be seen. 
 
"In my opinion, I want to see more cross-medium performance in Xiqu Centre. If 
various genres of arts, such as Western dancing and Cantonese Opera, could be 
interacted and related to each other in one performance, it would be great!" 
 
"We wish that through the performances in Xiqu Centre, Cantonese Opera can 
connect with the modern city life. People should understand that how Cantonese 
Opera can be evolved to a theatrical art and popular entertainment in Hong Kong. 
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The performers are trying so hard to work on the constant renewal of the traditional 
art form, which should be seen by the local audiences." 
 
These opinions acknowledge that in spite of the traditional Cantonese arts 
performances, the young audiences and performers would love to see more cross-
medium performances in Xiqu Centre. Also, they hoped that Cantonese Opera could 
eventually be connected with the urban city life. 
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3. Discussion and Analysis 
 
This chapter focuses upon the analysis of the researched data and textual analysis 
about the impacts of globalisation in Cantonese Opera industry in regards to Xiqu 
Centre. It addresses the major four research questions in the previous chapter to the 
major question: What are the factors affecting the development of Cantonese Opera 
in regards to globalisation from different viewpoints?  
 
3.1 Effect of globalisation in Cantonese Opera industry in 
regards to Xiqu Centre 
As we know that, creative development could lead to the achievement of urban 
sustainability. Art and creative industry acts as a catalyst in contemporary processes 
of social and cultural transformation. (DATTA, 2012) In the development process of 
Xiqu Centre, when more and more artists engaged with the spatial practice, which is 
the potential use of spaces, and with environmental issues, the triangular formula of 
economic development, social norms and environmental awareness could be 
balanced with the cultural development. In a sustainable creative city, cultural 
identity, which is a shared sense of traditions and basic belief system, could be 
formed.  A clear cultural identity could help a community to relate the environment 
around them and understand their sense of self; however, if the globalized creative 
development has confused the cultural identity of the artists or audiences, it will be 
more difficult for the government to develop a sustainable creative city. Therefore, 
the impacts to different groups will be apprehended below.  
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3.1.1 Professional Art Groups 
For the large and professional bodies, they tend to grow fearful on the contradiction 
between preservation and globalisation. Even when they believed that the building 
project of Xiqu Centre could help promoting the culture of Cantonese Opera, they 
were afraid that the performances in Xiqu Centre will not be real traditional art as it 
merge with modern elements, and they might be tend to please the international 
audiences. 
 
They were four major concerns for the professional art bodies, including: political and 
historical conflict, nostalgia, cultural ambivalence and identity anxiety. 
 
First of all, the political and historical conflict indicates that the performers claimed 
that most of the original screenplay of the programmes were about advocating 
nationalism and the recovery of the lost homeland in China. The contents might not 
be able to attract the local audiences since the postcolonial engagements of Hong 
Kong people became different when compared to people in bygone days; however, 
when the contents turn out to be the revised and updated versions which are more 
related to the modern lives of Hong Kong people, with the adaption of Western 
culture of staging, the traditions of Cantonese Opera might not be preserved. 
 
Secondly, for the nostalgia emotion of old performers, they were afraid that the 
development of Xiqu Centre would lead to a decreased number of funding supports 
to the old stages, such as Sunbeam Theatre. As Sunbeam was one of the last 
facilities that is still standing to promote Cantonese opera, the performers hoped that 
the government would not ignore the supports to it. 
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Thirdly, for the cultural ambivalence, as modern elements are added to exterior 
design of Xiqu Centre, the traditional form of arts might be replaced by the Western 
cultures. For instance, the traditions of heavy make-up, the special linguistic tones of 
the text and the melody of the singing might be altered. 
 
Lastly, for the identity anxiety, the professional performers might feel disrespectful for 
the updated and translated versions of the plays. As they have performed for many 
years, they were afraid that the development of Xiqu Centre would lead to the 
breaking of traditions and rules. 
 
3.1.2 Young Art Groups 
Contrary to the views of professional bodies, the younger performers from HKAPA 
remain positive to the development of Xiqu Centre. They would love to see more 
cross-medium performances in Xiqu Centre, which brought the international 
attentions on the Cantonese Opera. Also, they believed that it could help exposing 
more local art groups to the world. 
 
Yet, they have aroused the awareness of educations of Cantonese Opera to the 
secondary school students nowadays. They wished that the development of Xiqu 
Centre would not be only a "image-building project" in Hong Kong for the tourists, but 
also a educational centre for the local students and younger generation to learn 
about the cultures of Cantonese Opera. 
 
3.1.3 Audiences 
Today, the government venues, including Ko Shan Theatre and Tsuen Wan Town 
Hall, are not located in desirable locations. They are located on the hill and far away 
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from railway stations individually. So, the building of Xiqu Centre in WKCD, might 
bring convenience to the old audiences, as it located near the city centre which is 
easy to access. The audiences do not have to climb up the hill for visiting the venue.  
 
For the young audiences, they were pleased to see that there is a place which act as 
a cultural symbol of Hong Kong, to prove that the city is not a cultural desert; yet, 
they suggested more promotional works should be done from now on, as most of the 
youngsters had no idea about the development of Xiqu Centre. 
 
3.1.4 Other Cantonese Opera operator 
Nowadays, there are only a few venues left for exhibiting Cantonese Opera. Other 
than the government venues which are mentioned in the above point, the only 
theatre left would be Sunbeam Theatre. Being a traditional Cantonese Opera venue 
with high rental price, the Sunbeam Theatre might be exposed to the danger of 
closing down again, if the government break the promises of subsidizing Sunbeam 
every month. Also, with more and more modern elements of alternative Cantonese 
Opera might be brought into the programme of Xiqu Centre, the young audiences 
would find it attractive to appreciate the programme with Western adaptions. 
Therefore, it is predicted that there will be fewer young audiences visit Sunbeam 
Theatre in the nearing future. 
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4. Conclusion and Recommendations 
4.1 Reflection and Conclusions	
 
The aim of this essay was to analyse how the globalisation of Cantonese Opera 
affects the industry based on the views of a range of art groups' and the audiences' 
perceptions towards globalisation of Cantonese Opera and the development of Xiqu 
Centre.Through an examination of relevant literature, it is apparent that the literature 
review aims to highlight the cultural background and traditional values of Cantonese 
Opera. The development of WKCD and Xiqu Centre could facilitate the promotion 
and information distribution between the art bodies, promoters, local audiences and 
the tourists; yet, the interview result revealed that the traditional values might not be 
preserved during the development of Xiqu. Especially for the professional art bodies, 
they are not satisfied with the adding of modern elements into the architectural 
building.  
 
In regards to the concept of creative city, the capacity and space for implementing 
and discussing the Cantonese Opera values might be increased with the recognition 
of cultural structure. There are more and more opportunities and environment for the 
interaction between local and international performing arts group; yet, the 
adaptability of traditional culture in the city might be decreased with globalisation and 
information technology revolution. When the opera performances which will be 
shown in Xiqu Centre are mostly combined with Western values and forms of art, 
such as computer technologies, the construction of Xiqu Centre might not be able to 
sustain the talents who consider the traditional values and cultures. The impact of 
preservation in traditional culture is also in dispute.  
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Also, the young performers worried that the government emphasized on promoting 
"image-building" of cultural metropolis instad of considering the local performers and 
audiences' needs. In light of the significance of preserving the local cultures of 
Cantonese Opera, the government and board of WKCD authority who are in charge 
of Xiqu Centre play vital roles in maintaining a friendly environment for the local 
performing art groups to perform without adding too many modernized elements and 
Western cultures. Moreover, as this form of art is considered to be old for the 
younger generation, more promotional and educational works could be done by the 
government, in order to raise the young audiences' awareness in preserving local 
cultures, and the performers' confidence in staying in the local art scene.   
4.2 Policy and Practice Recommendations 
 
The emerging challenges that Cantonese Opera performers are facing can be 
illustrated in the contradiction between globalisation and preservation. With the 
threatens of the rising popularity of Western drama cultures, it is irrefutable that the 
performers should apply the innovative plots and new ideas which could not be 
found in the Western drama. In order to revive the Cantonese Opera with vivid 
energy, the programmes in Xiqu Centre should be attractive enough for the younger 
audiences to watch, in order to maintain the sustainable development of Cantonese 
Opera; yet, some traditional rules, such as heavy make-up and the complex linguistic 
tones, are ought to be preserved. The government should also keep subsidizing the 
Sunbeam theatre, so as to preserve the traditional cultures. The government and 
board of WKCD authority play a vital role in defining the quality and the skills of the 
performing art groups. The acting skills of the performers in Xiqu Centre should be 
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considered seriously.  
 
When it comes to the government's works, local performing art groups should be put 
at the first place in organising performances. Ever since the international art bodies 
might be invited to the large stages to attract tourists, the local art groups should be 
valued. The government should also keep pace with the education policies. The 
schools could offer more interest classes about Cantonese Opera to the primary and 
secondary school students, in order to provide the some knowledge about local 
cultures to the younger generation. More promotional works and advertisements 
should be done by the government as well, so that the audiences and tourists can 
get enough travel and visiting information without having to search by themselves.  
4.3 Limitation of Study  
 
Limitation is unavoidable in every researched paper. It is clear that the research 
finding, especially the interview part, contains limitation. As the interview questions 
are designed for the identified groups, to ensure that the respondents are familiar 
with the development of Cantonese Opera, the opinion and choices of them cannot 
represent the general public. In conclusion, the attempt was made to obtain the most 
accurate response from the respondents.  
 
4.4 Future Research  
 
As avenues for future research, there are generally two topics that could extend 
knowledge in the field of relationship between globalisation and preservation. The 
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first example is the further development of alternative Cantonese Opera. When the 
development of alternative Cantonese Opera is likely to hamper the development of 
traditional Cantonese Opera, there are ways to found in incorporating the Western 
culture into the Chinese traditions, in an acceptable way. The second one is the 
audiences satisfaction strategies for the Cantonese Opera industry, such as how the 
feedback from young audiences could further develop the Cantonese Opera. 
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5. Conclusion  
 
In conclusion, the traditional art form of Cantonese Opera shows distinctive 
characteristics of different roles with theatrical costumes and linguistics features; 
however, due to the development of globalization, more and more Western values 
have been added to the performance of Cantonese Opera, such as sound effects 
and backdrop, which are frequently used in Western Opera shows.  
 
With the development of alternative Cantonese Opera, the construction of Xiqu 
Centre also shows the changes in traditional values in Cantonese Opera. The 
architectural features of Xiqu Centre are combined with Western contemporary art. 
The opera performances are combined with the elements of music and Western 
dance. As a state-of-the-art cultural landmark in Hong Kong, the construction of Xiqu 
Centre will certainly attract the foreign tourists to appreciate this piece of art; 
however, the impact of encouraging the younger generation to appreciate the 
traditional values in Cantonese Opera might be unclear.  
 
this study has shown that Cantonese Opera performers' and audiences' perceptions 
toward the impacts of globalisation to the industry are varied and highly contextual. 
There is no one dominant view on the issues presented, however there is scope for 
the implementation of future cultural development. This researched paper seeks to 
examine empirically the development of Xiqu Centre in promoting the traditional 
culture, measured by indicators of advantages and limitations of modernity of 
Cantonese Opera. It is hoped that the government and the board of WKCD authority 
could take it as reference to improve the development of Xiqu Centre. 
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